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Here, a desired life in music is grounded in great teaching, demanding 
performance, solid scholarship and devoted love of the art. We are 
community wholly in love with the study of, creation of, performance of, 
MUSIC! 
- Phyllis Curtin, Dean Emerita 
Boston University College of Fine Arts 
In a new collaboration, the School of Music is pleased to feature works by studern' ' 
the School of Visual Arts on our program covers. 
This work by Michele Fais, Class of 2005 depicts the Boston Public Library. 
BOSTON 
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LUDWIG 
VAN BEETHOVEN 
NIKOLAI 
Thursday, September 29, 2005 at 8pm 
Tsai Performance Center 
BOSTON UNIVERSITY 
SYMPHONY ORCHESTRA 
DAVID HOOSE conductor 
Symphony No. 2 in D Major, Op. 36 
Adagio molto-Allegro con brio 
Larghetto 
Scherzo:Allegro 
Allegro molto 
lntennission 
RIMSKY-KORSAKOV Scheherazade, Op. 35 
The Sea and Sinbad's sShip 
The Story of Kalender Prince 
The Young Prince and the Young Princess 
Festival at Baghdad-The Sea- The Ship Breaks Up 
Against a Cliff Surmounted by a Bronze 
Horseman-Conclusion 
PROGRAM NOTES 
LUDWIG VAN BEETHOVEN (1770--1827) 
Symphony No. 2 in D Major, Op. 36 
Despite the rumors that one often hears about the Beethoven's odd-numbered sym-
phonies being the more notable ones, all nine are of true, substantial importance. His 
Second Symphony, in fact surpasses the First in musical invention, dramatic expres-
sion, weight, and expansiveness of form. Thus, to the degree that the rumors may be 
true, this symphony breaks the rule, for it looks more forward than back, and reaches 
toward the bold directions that his next symphony, the Eroica, would take. Though its 
composition falls between Beethoven's early period and his more experimental (or 
heroic) period, its freedom of design makes it more typically Beethovenian than some 
of the odd-numbered symphonies. The celebrated works that follow the Second 
Symphony should not obscure that fact that, for its time, this music is extraordinarily 
exuberant and often quite wild. 
Beethoven began composing his Second Symphony as early as 1800 and continued 
working on it through the next two years; sketches for the symphony exist alongsic 
those for the Op. 31 piano sonatas and the Op. 30 sonatas for piano and violin. The 
summer of 1802 was a particularly tragic one for Beethoven, for he spent it in the vil-
lage of Heiligenstadt despairing and confronting his growing deafness; it was there 
that wrote his famous "Heiligenstadt Testament," in which he resolved to "endure this 
wretched existence." Little of his pathos, however, found its way in this symphony 
that is filled with cheer, wit and charm. Even the many moments of explosive drama 
seem uncolored by deeper woes. 
The first performance of the Second Symphony took place in Vienna on 5 April 1803, 
on a program that also included the oratorio Christ on the Mount of Olives, the First 
Symphony, and the Third Piano Concerto. The first edition was published nearly a 
year later, but, consistent with practice of the time, included only the orchestral parts; 
the full score was not published until 1820. 
The Second Symphony begins with a grand introduction, one significantly longer, 
more harmonically and melodically involved, and more complex than the one that 
opens the First Symphony. The Allegro con brio into which the introduction plummets 
is also more involved than its counterpart in the First Symphony, though its themes 
are remarkably straightforward in their triadic construction. The Exposition's first 
tune appears stealthily in the cellos and violas, and is answered by the woodwinds 
who, throughout the symphony, will play an uncommonly active role. The second 
theme, first heard in the clarinets and bassoons, distinguishes itself by its mock mili-
tary character, and by the driving enthusiasm with which the strings seize it. Darker 
moments of sparse or dissonant textures fleetingly appear, but are overcome quickly; 
bracing and unpredictable sforzandi contribute to this movement's high energy and 
cheer. 
l11e second movement, which Beethoven called "a delineation of innocent happine. 
hardly clouded by a few melancholy accents," is one of the longer slow movements tie 
composed. 
Though it is cast in the same triple meter as its parallel in the earlier symphony, it is 
expanded to employ a full-scale sonata form - Exposition with two primary themes, a 
closing theme, Development, full Recapitulation and Coda - to create a movement of 
great structural breadth. In the repetition and ornamentation of the elegant themes, and 
in occasional excursions into the minor mode, Beethoven reveals those "melancholy 
accents." 
The trickery of the work's Scherzo (literally meaning, "joke") lies in its unpredictable 
phrasing, startling dynamic contrasts, and fragmentation of material and orchestral col-
ors. These abrupt shifts in volume, accent, harmonic rhythm and melodic gesture-all of 
which can suddenly change from the clipped to the lyrical - are calculated to disorient 
the listener who clings to the deeply engrained triple-meter pulse that tries to anchor the 
movement. 
High humor fills the rousing final movement (in the opening gesture there is the spirit of 
Rossini), as can much gravity, though it is the lighter side of things that always wins out. 
The Allegro molto was not well received in its day: the great musical encyclopedist Sir 
George Grove wrote that "the finale puzzled everybody; it was so harsh, wild, bizarre, 
.·· apricious." It is rather difficult for modem audiences to sympathize with this con-
i, __ . n, but it is a useful reminder of how shocking this music was to conservative audi-
ences at the beginning of the nineteenth century, and of why this music still sounds fresh 
to us over two hundred years later. 
NIKOLAI RIMSKY-KORSAKOV (1844-1908) 
Scheherazade, Op. 35 
-Michael Nock 
Rimsky-Korsakov would have most likely identified himself primarily as a composer of 
opera: he wrote fifteen works in this genre and saw all but one staged during his life-
time. But it is his orchestral works such as Scheherazade that have entered the standard 
repertoire. Rimsky-Korsakov composed Scheherazade in the summer of 1888, conceiving 
it as "an oriental narrative of some numerous and varied fairy tale wonders." The exoti-
cism of the piece - perhaps most audible in the arabesque lines of the solo violin - firmly 
places Scheherazade in the Romantic tradition, as does the Russian nationalism with 
which Rimsky-Korsakov is often associated. Together with Mussorgsky, Balakirev, 
Borodin, and Cesar Cui, he was one of the "Mighty Five," a group that is often said to 
define a characteristic Russian musical style - a style that Rimsky-Korsakov, more than 
the others, was instrumental in promulgating through his teaching at the St. Petersburg 
Conservatory and his editing and completion of his colleagues' works. 
The subject of Scheherazade is drawn from the collection of Arabian folk tales usually 
referred to as The Arabian Nights or The Thousand and One Nights. Although this book 
was published in a definitive Arabic edition in the Nineteenth Century, these tales had 
been compiled and refined over hundreds of years, possibly dating back as far as the 
,. ' Century. 
The various stories are told through the device of a "frame tale," which the composer 
outlines in the preface to the score: 
The Sultan Shakhriar, convinced of the perfidy and faithlessness of 
women, has vowed to put to death each of his wives after the first 
night; but the Sultana Scheherazade saved her own life ... with her sto-
ries, which she told him over 1001 nights, so that, roused by the curios-
ity, Shakhriar continually ut off her execution and finally completely 
abandoned his intention. 
The stories from which Rimsky-Korsakov derived individual movement titles com-
prise a significant part of the collection. The voyages of Sinbad the Sailor, for exam-
ple, are covered in eight chapters of The Arabian Nights (Rimsky-Korsakov must have 
felt at least some special sensitivity to the story of Sinbad the Sailor, since he had been 
prepared for a career in the Russian navy and sailed as far as the Americas). 
There are three tales of different Kalender Princes (Qalandaris were a nomadic reli-
gious sect), though we can't be entirely sure which one of these Rimsky-Korsakov 
intended to depict. It is probable, however, that Rimsky-Korsakov kept the move-
ment titles purposefully vague, since he made it quite clear that there was no explic. 
program for the piece. Indeed he thought of the work as an impressionistic "kaleido-
scope" of images, rather than a precisely defined narrative. 
Additionally, he maintained that the recurring themes in the work were not meant to 
represent specific characters, but that "all these seeming leitmotivs are nothing but 
purely musical material," are used as motives and themes to bind the movements 
together and help create his Arabic pastiche. He does confirm, however, in his autobi-
ography, that that the solo violin "delineates Scheherazade herself as telling her won-
drous tales to the stern Sultan." He also admits that while the gruff opening unison 
seems to depict the Sultan, the return of this motive in the tale of the Ka/ender Prince 
belies any specific association. On the whole, he intended that the listener not search 
this music for the sort of detailed pictorialism one would find, for instance, in a 
Richard Strauss tone poem, and instead focus on the theatrical interplay of melody in 
a general sense. 
No discussion of Rimsky-Korsakov and Scheherazade can pass without mention of its 
orchestration, an aspect for which this composer is often praised and on which he 
authored an important theoretical treatise. His orchestrations and re-orchestrations of 
the works of Mussorgsky in particular have become well known (if not always 
embraced by certain scholars). From the opening moments of Scheherazade, one 
becomes sensitive to the shift of timbres, from the heavy strings augmented by low 
brass, to the delicate woodwinds, to the striking solo violin supported by the harp, 
possibly in an imitation of the storyteller accompanying herself like a minstrel. The 
undulating strings under the theme that follows suggest the roll of Sinbad's ship on 
the sea, and Rimsky-Korsakov weaves this theme, the opening motive, and melodic 
material introduced by the solo violin together throughout the first movement. His 
use of melodic material and the soloistic tr~atmen t of to~e c~lors in this movement . '\ 
aptly set the stage for the rest of the work, m which he h1ghhghts and blends timbrJ 
and motives in a fashion both whimsical and dramatic, capturing the fancy of his sub-
ject. 
-Michael Nock 
} 
} 
DAVID HOOSE conductor 
David Hoose is Professor of Music and Director of Orchestral 
Activities at the Boston University School of Music. He is also 
Music Director of The Cantata Singers & Ensemble and of Collage 
New Music, and was Music Director of the Tallahassee Symphony 
Orchestra from 1994 to 2005. For many summers he has appeared 
as conductor of the Young Artists' Orchestra at the Boston 
University Tanglewood Institute. 
Mr. Hoose was the 2005 recipient of the Alice M. Ditson Conductors Award, given m 
recognition of his commitment to the performance of American Music; he also received 
the Dmitri Mitropolous Award and, as a member of the Emmanuel Wind Quintet, the 
Walter W. Naumburg Award for Chamber Music. Mr. Hoose's recordings appear on the 
New World, Koch, Nonesuch, Delos, CRl and GunMar labels. His recordings of John 
H arbison's Motetti di Montale, with Collage, and Harbison's Four Psalms and Emerson, 
with Cantata Singers, have been recently released by New World Records. Recordings 
of. Peter Child's chamber opera Embers, and the complete chamber works of Donald Sur 
,: rthcoming. 
Mr. Hoose has conducted the Chicago Philharmonic, Singapore Symphony, Saint Louis 
Symphony, Utah Symphony, Korean Broadcasting Symphony (KBS), Orchestra 
Regionale Toscana (Florence), Quad Cities Sympnony Orchestra, Ann Arbor Symphony, 
Opera Festival of New Jersey, and at the Warebrook, Monadnock and Tanglewood music 
festivals. In Boston, he has appeared as guest conductor with the Boston Symphony 
Cnamber Players, Handel & Haydn Society, Back Bay Chorale, Chorus pro Musica, 
Fromm Chamber Players, Dinosaur Annex, Auros, and many times with the Pro Arte 
Chamber Orchestra and with Emmanuel Music. He has also been guest conductor of 
the orchestras at the New England Conservatory, Eastman School, Shepherd School of 
Rice University, and University of Southern California. 
Mr. Hoose studied composition and horn at the Oberlin Conservatory and composition 
at Brandeis University. His teachers in composition included Walter Aschaffenburg, 
Richard Hoffmann (student and amanuensis of Arnold Schoenberg), Harold Shapero and 
Arthur Berger; his horn studies were with Joseph Singer (principal horn, New York 
Philharmonic), Richard Mackey (Boston Symphony Orchestra) and Barry Tuckwell. His 
formal study of conducting was at.the Tanglewood Music Center, where he studied with 
Gustav Meier and worked with Gunther Schuller, Seiji Ozawa and Leonard Bernstein 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
DAVID HOOSE conductor 
Violin I 
Wonjung Choi, principal 
Emily Rist 
Julija Okrusko 
Miguel Perez-Espejo 
Tingchi Huang 
Hilary Castle 
Julija Szlachta 
Angel Valchinov 
Yevgeny Kutik 
Yu Jin Choi 
Amanda Burr 
Theresa Prokes 
Lijiong Liao 
Daniel Broniatowski 
James Ross 
Violin II 
Tera Gorsett, principal 
Hsu-I Hsiung 
Zoya Tsvetkova 
Michael Jacobs 
Timothy McKendree 
Esther Nahm 
Malory Blake 
Jude Ziliak 
Ashley Rath 
Irene Test 
Jeanie Lee 
Matthew Tobin 
Johanna Reiss 
Annabel Ibanez 
Viola 
Gregory Campbell, principal 
Emily Rideout 
Peter Cama-Lekx 
Michelle Rahn 
Joy Grimes 
Rebecca Schauer 
Gregory Williams 
Joo-Yeon Lee 
Clark Spencer 
Jessica Lipon 
Willine Thoe 
Laura Kuechenmeister 
Cello 
Philip Boulanger, principal 
Nicholas Hardie 
Kristen Antolik 
Lauren Sparrow 
Isabel Fairbanks 
Nailah Conner 
Leah Hagel 
Katie Weissman 
Nicole Cariglia 
Szu-Ying Hong 
Hyunseung Lee . 
Soona Chang 
Hanui Kim 
Joseph Zang 
Douglas Machiz 
Bass 
Tony Parry, principal 
Andrew Stalker 
Joe Ferris 
Tristan Sutton 
Nick Tatarka 
Adam Anello 
Aaron Baird 
Flute 
Zachary Jay 
Hyun-Jung Kwon 
Jessica Lizak# 
Nicole Millner* 
Caitlyn Perry 
Oboe 
Ben Fox* 
Andrea Heyboer 
Kimberly Lorch 
Rachel Maczko# 
Clarinet 
Peter Bianca# 
Mei-Mi Lan* 
Gabe Merton 
Briana Murray 
Bassoon 
Sooji Kim* 
Laura Umbro# 
Horn 
Elizabeth Axtell 
Angela DiBartolomeo 
Erik Finley 
Juan Juarez# 
Jenny Lackey* 
Trumpet 
Karin Bliznik# 
Kevin Maloney* 
Mark Mashburn 
Kyra Sovronsky 
Trombone 
Jared Cowell 
Brandon Sciarra# 
Matt Smith 
Tuba 
Dan Bryce 
Harp 
Ina Zdorovetchi 
Timpani 
Aziz Barnard Luce 
Karl Williams 
Percussion 
Aziz Barnard Luce 
Michael Israelievitch 
Robert Marino 
Todd Quinlan 
Mark Wheeler 
*-principal in Beethoven 
#-principal in 
Rirnsky- Korsakov 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Saturday, October 1 at 7pm Twenty-Third International 
Composition Competition 
ALEA III 
THEODORE ANTONIOU director 
Special event for the premiere performance of the finalists' works. 
At the end of the concert, the ALEA III Prize 
will be awarded by a distinguished panei' of judges. 
Tsai Performance Center 
Saturday, October 8 at 8pm Boston University Women's Chorale, 
Concert and Chamber Choirs 
with the Boston University Chamber Orchestra 
ANN HOWARD JONES conductor 
Along with student conductors 
HAYDN Paukenmesse 
CFA Concert Hall ; ~ ) 
Friday, October 14 at 12pm Muir String Qu,artet noon concert 
BEETHOVEN String Quartet No. 2, Op. 18 
KREISLER String Quartet 
CFA Concert Hall 
Saturday, October 15 at 8pm A Parent's Weekend Choral Concert 
ANN HOWARD JONES conductor 
Along with student conductors 
CFA Concert Hall 
Tuesday, October 18 at 8pm Violas and Chocolate 
MICHELLE LACOURSE viola 
MARTIN AMLIN piano 
Guest Artist CAROL RODLAND and Viola Ensemble 
Works by Jacob, Hindemith, Bridge, Bartok and Grant 
CFA Concert Hall 
Monday, October 24 at 8pm Boston University Chamber Orchestra 
~· j 
PETER ZAZOFSKY violin and conductor 
YIANNIS HADJILOIZU and jONATHAN GIRARD conductors 
STRAVINSKY Suite No. 2 for SmallOrchestra 
WAGNER Siegfried Idyll 
MOZART Violin concerto No. 3 in G, K. 216 
CFA Concert Hall 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
CONTRIBUTORS TO THE COLLEGE OF FINE ARTS MUSIC PROGRAMS 
$50,000 and above 
Surdna Foundation, Inc. 
Mrs. Nancy L. Trentini 
$:Zs,ooo to $49,999 
The Horace W. Goldsmith Foundation 
Margaret S. Lindsay Foundation 
National Endowment for the Arts 
Ms. Virginia E. Withey 
$10,000 to $24,999 
The Clowes Fund, Inc. 
Ann and Gordon Getty Foundation 
Mrs. SungEun Han-Andersen 
Mr. and Mrs. James P. McLane 
The Ushers and Programmers Committee 
$5,000 to $9,999 
Mr. and Mrs. Thomas R. Castle 
Araxn and Jasmine Chobanian 
Mr. and Mrs. Saul B. Cohen 
Professor Ralph L. Gomberg 
Mr. John M. Kasson 
Dr. Irene Gesiak Kelley 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Mr. and Mrs. Richard Grausman 
Mrs. Marian H . Kent 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Ms. Linda Cabot Black 
The Blount Foundation, Inc. 
Ms. Sandra L. Brown 
Richard D. Carmel Charitable Remainder Trust 
Clovelly Charitable Trust 
Join the Friends of Music 
Mr. William E. Earle 
Mr. and Mrs. Darrell R. Griffin 
Ms. Phyllis Elhady Hoffman 
Larry G. and Ann Howard Jones 
Mr. Robert E. Krivi 
Phoenix Symphony Guild 
Mrs. Doris Mae Rakowski 
Mr. Charles A Stakely 
Ms. Courtenay Brandreth Symonds 
Mr. Michael Thomas Wasserman 
Avedis Zildjian Company 
Ms. Craigie A Zildjian 
$500 to $999 
Dr. Edna L Davis 
Mrs. Ann B. Dickson 
Dr. Michelle Goodwyn 
Colonel Capers A Holmes, USAF(Ret) 
Mr. John E. Loveless 
Mrs. Helen Salem Philbrook 
Ms. Helen J- Steineker 
Mrs. Ellen Katz Willner 
$250 to $499 
Dr. Apostol0s A Aliapoulios 
Ms. Margaret R. Bennett 
Mr. Fred A. Bronstein 
Mr. and Mrs. Stephen B. Esko 
Mrs. Carolyn B. Fowles 
Mr. and Mrs. Gene Guberman 
Ms. Julia A Hennig 
Dr. Jimmie L. Jackson 
Mr. Byungkwon Lim 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotnick 
Mr. Ira Taxin 
Contributors to the Music Programs belong to 11 select group of people who believe in the 
importance of supporting young musicinns through their educntionnl activities, events, pro-
grams, and performnnces. 
We invite you to lend your support lnj joining the Friends of Music nt the College of Fine 
Arts. For information, please contact Chris Snntos, Director of Development nnd Alumni 
Relations, Boston Universihj College of Fine Arts, 855 Commonwenlth Avenue, Boston, MA 
02215, or call (617) 353-2048. 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS 
Steven Ansell viola• 
Edwin Barker double bass• 
Cathy Basrak, viola 
Bonnie Black pedagogy 
Lynn Chang violin 
Jules Eskin cello 
Edward Gazouleas viola 
Emily Halpern-Lewis harp 
Raphael Hillyer viola 
Bayla Keyes violin• 
Michelle LaCourse viota• 
Lucia Lin violin• 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin• 
lkuko Mizuno violin 
John Muratore, guitar 
George Neikrug eel/at+ 
James Orleans double bass 
Leslie Pamas cello 
Ann Hobson Pilot harp 
F. · el Reynolds cello• 
a Rider cello 
Tou<.1 Seeber double bass 
David Soyer cello 
John Stovall double bass 
Roman Totenberg violin++ 
Michael Zaretsky viola 
Peter Zazofsky violin• 
\A{OODWINDS, BRASS, 
and PERCUSSION 
Laura Ahlbeck oboe 
Ronald Barron trombone 
Daniel Bauch perrnssion 
Mark Cantrell trombone 
Peter Chapman trumpet 
Geralyn Coticone flute 
Dorio! Dwyer flute 
Terry Everson trumpet• 
Renee Krimsier flute 
Lynn Larsen horn 
Don Lucas trombone• 
Richard Mackey horn 
Thomas Martin clarinet 
Richard Menaul horn 
Jodi Goble 
Phyllis Hoffman• 
Frank Kelley 
Susan Ormont 
Maria Spacagna 
Michael Monaghan HISTORICAL 
saxophone PERFORMANCE 
Craig Nordstrom clarinet Aldo Abreu recorder 
Elizabeth Ostlingflute Sa rah Freiberg Ellison cello 
Richard Ranti bassoon Laura Jeppesen 
Thomas Rolfs trumpet viola da gamba 
Mike Roylance tuba Christopher Krueger 
Matthew Ruggiero bassoon Baroque flute 
Eric Ruske horn• Marilyn McDonald 
Robert Sheena English horn Baroque violin 
Ethan Sloane clarinet• Emlyn Ngai Baroque violin 
James Sommerville horn Martin Pearlman• 
Linda Tooteflute · Marc Schachman 
Jay Wadenpfuhl horn Baroque oboe 
Robert Wilkerson saxophone Jane Starkman 
Douglas Yeo trombone Baroque violin, viola 
PIANO 
LeslieAmper 
Jonathan Bass 
Anthony di Bonaventura• 
Maria Clodes-Jaguaribe• 
Linda Jiorle-Nagy 
Shiela Kibbe 
Randall Hodgkinson 
Michael Lewin 
Victor Rosenbaum 
Daniel Stepner 
Baroque violin 
Peter Sykes harpsichord 
MUSICOLOGY 
Mark Bernard DeVoto 
Zbigniew Granat 
Brita Heimarck 
· Virgini·a Newes 
Thomas Peattie• 
Joshua Rifkin 
Evan Scooler 
COLLABORATIVE PIANO Joel SheveloW 
Shiela Kibbe• Arthur Stokes 
Robert Merfeld 
ORGAN 
Nancy Graner! 
Jeremy Yudkin• 
Victor Coehlo 
John Ferrillo oboe VOCAL REPERTOIRE 
THEORY and 
COMPOSITION 
Martin Amlin• 
Theodore Antoniou• 
Chao-Jan Chang 
Richard Cornell' 
Lukas Foss• 
Richard Flanagan percussion AHson d' Amato 
Joseph Foley trumpet Angela Gooch 
Timothy Genis percussion 
Ian Greitzer clarinet 
Ronald Haroutounian 
bassoon 
Scott Hartman trombone 
John Heiss flute 
Gregg Henegar bassoon 
Daniel Katzen horn 
Carrie Koffman saxophone 
VOICE 
Michelle Alexander 
Sarah Arneson• 
Penelope Bitzas• 
Kendra Colton 
Sharon Daniels' 
Simon Estes• 
Samuel Headrick• 
David Kopp• 
Ketty Nez 
Elena Roussanova Lucas 
Ludmilla Leibman• 
Rodney Lister 
John Wallace 
Gera ld Weale• 
Steven Weigt• 
MUSIC EDUCATION 
Sidi Camara 
Bernadette Colley 
Andre de Quadros• 
Joy Douglass 
Warren Levenson 
William McManus• 
James Merenda 
Sandra Nicolucci 
Anthony Palmer 
Roger Rideout 
Evan Sanders 
Steven Scott 
CONDUCTING 
David Hoose• 
Scott Jarrett 
Ann Howard Jones• 
David Martins 
Craig Smith 
OPERA INSTITUTE 
Ramelle Adams 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels* 
Ted Hewlett 
Meron Langsner 
Ruth Benson Levin 
William Lumpkin• 
Betsy Polatin 
Christien Polos 
Jeffrey Stevens 
Allison Voth* 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick 
Jodi Goble 
Phillip Oliver 
David Richardson 
Michael Sponseller 
Lorena Tecu 
*Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
COLLEGE OF FINE AKTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
SCHOOL OF MUSIC 
PRODUCTION DEPARTMENT 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre Arts 
Judith Simpson, Director ad interim, School of Visual Arts 
Pc itro, Assistant Dea11, Enrollment Services 
El rr, Executive Director for External Relations 
Zoe ohne, Director of Admissio11s a11d Student Affairs+ 
Vomboh Silloh, Executive Assista11t, School of Music+ 
Chris Santos, Director of Development and Alumni Relatio11s 
+-indicates employee of the School of Music 
Brent Wilson, Mmrager of Production a11d Performa11cc 
Tuoho Khan, Stage Ma11ager 
Martin Snow, Keyboard Teclrnicinn and Restoration 
Kyle Wesloh, Head Recordi11g E11gi11eer 
Roberto Toledo, Recording E11ginccr 
S.mdra Wein, Scheduli11g and Programs Coordi11ntor 
Kris Sessa, Ubrnrinns 

